Introduction
The Hindu miniature paintings emphasize the theory of rasa, which generally means conceptualization in Indian arts about the aesthetic flavor of any visual, literary or musical work. The theory on visual arts defines that appreciators might relive some aesthetic flavor through painter s designs. In spite of its importance, there has been little research on how the rasa aesthetics is depicted in the paintings. In order to clarify what rasa is actually depicted in the paintings, it is necessary not only to analyze the paintings but also to analyze rasa as it is expressed in the Gītagovinda (hereafter, GG), which must have inspired the subject matter of the paintings. The miniature paintings of GG in a collection at the Government museum in Udaipur could be important sources in which one can recognize how a rasa had been given images in an actual painting. Because one painting of the miniatures is painted per verse and the miniatures themselves minutely and faithfully express the contents of the poetry. In this paper, I present a new translation of the text of GG 1.32 1) and of two commentaries, and then try to clarify how rasa is depicted in the painting by comparing them with the actual painting of folio No. 32. 2)
Emotional Expression
The Expression of Hāsya and Karuṇa Rasa in an Indian Miniature Painting of Gītagovinda 1.32 (Misawa)
In GG 1.32, Sakhī relays the aspects of spring to Rādhā. According to the commentary of Śankara Miśra, 3) two kinds of rasa are contained in this verse. The first is hāsya rasa (comic sentiment). The expression that the young karuṇa trees are laughing at the people whose modesty has disappeared is explained as being likened to blooming flowers. And he quotes the Nāṭyaśāstra in which Bharata indicates that hāsya rasa is white in color, and karuṇa trees are associated with hāsya rasa (pathetic sentiment). The actual karuṇa trees have white flowers, but there is no description about flowers in the verse. The second rasa is explained that karuṇa trees means karuṇa rasa. This is because the young karuṇa trees are said to be laughing at a sorrowful people who have lost their shame, regarding them as humorous people whose modesty has disappeared. Furthermore, it is indicated in the verse that the appearance of the sharp ketaka trees are defined as a weapon: a spear that is spreading out on all sides.
In contrast, Kumbhā gives a brief explanation of the verse. 4) Although the laughter of the karuṇa trees is likened to blooming flowers in a similar way as in Śaṅkara Miśra s commentary, it is not explained that karuṇa trees are associated with karuṇa rasa. It is said that ketaka trees, which tear the separated lovers from each other, represent stinging and danger. Thus, the verse in question describes both the states of laughing at people whose modesty has disappeared and the misery of the separated lovers.
The emotional Expression in Miniature Paintings

The Figurative Arts and Rasa Theory
S. Andhare discusses the relationship between literature and the figurative arts as follows:
A survey of Indian poetics reveals that the aesthetic theories pertaining to poetry were equally applicable to Indian painting and sculpture. 5) He also says It is this mood and the sentiment which motivated the artist to visualize and give effect to these compositions which were often based on their literary counterparts. 6) That is to say, rasa expressed in literature is considered to be depicted in the paintings in some form. As discussed in Chapter 2 of this article, hāsya rasa and karuṇa rasa were explained in GG 1.32. Our interpretation of how rasa are depicted in paintings is as follows.
Rasa Depicted in Folio No. 32
This painting is mainly composed of four parts as shown in the figure below. 7) In part ,
Rādhā on the left side is listening to Sakhī s talk, and Sakhī is speaking to Rādhā in gestic-
The Expression of Hāsya and Karuṇa Rasa in an Indian Miniature Painting of Gītagovinda 1.32 (Misawa) ulating with body and hands. At the front of part , men and women are splashing red color water on each other. In the two houses behind them, one shows a man and woman talking together, and in another, a woman is sitting alone, her gaze turned below. In part , there are two Kṛṣṇas and some gopīs playing together and splashing red color water on each other. In part , Kāma and his wife Rati are sitting at a ketaka tree. In front of them, a sitting man is depicted with a spear extending toward him. This part shows the ketaka trees with the spearhead from the verse; this means seems to emphasize the tearing the separated lovers.
Next, we will examine how hāsya rasa is depicted in the painting. According to B. N.
Goswamy, in expressing hāsya rasa in the figurative arts, it is thought that it can be depicted using figures of cheerful people or unshapely figures. 8) In this painting, the depiction of hāsya rasa lies in the figures who are dancing and playing, whose modesty has disappeared, as shown in and . This is particularly evident in one gopī who is dancing on the right side of part and looking to the side, even though the other gopīs are looking at
Kṛṣṇa. This depiction emphasizes the people whose modesty has disappeared.
To follow, we will consider the depiction of karuṇa rasa. 9) In the commentaries mentioned above, it is indicated that the karuṇa trees contain karuṇa rasa, but in the painting above, those trees do not depict that concept. To reveal karuṇa rasa in this painting, we need to examine the separated lovers and the ketaka trees with the spearhead tearing them apart in part , rather than finding the expression in the karuṇa trees. This form of depic-
The Expression of Hāsya and Karuṇa Rasa in an Indian Miniature Painting of Gītagovinda 1.32 (Misawa) tion is meant to clearly express karuṇa rasa.
Conclusion
In the preceding section, I analyzed the miniature painting depicting GG 1.32, in a collection at the Government museum in Udaipur, with a focus on the theory of rasa. According to the commentary of Śaṅkara Miśra, hāsya rasa and karuṇa rasa are evoked here. Because the manifestation of the laughter of the white flower is a literary representation, it is difficult to perceive the rasa in this context by only describing the white flower. Therefore,
we can see that the painter may have tried to depict the dancing and playing figures of people whose modesty has disappeared to pictorialize the hāsya rasa. The commentary of Śaṅkara Miśra states that karuṇa rasa is related to a karuṇa tree. In this painting, however,
we cannot see a karuṇa tree, but we can see a miserable man and a ketaka tree with its spearhead extending toward him. Thus, this depiction depicts the misery of the separated lovers as karuṇa rasa. These direct depictions are used as a means to evoke rasa in the figurative arts, since it is hard to depict the passage of time in the figurative arts. In this sense, this painting not only depicts figures of people and objects in a design to make the works aesthetically beautiful, but these designs are also, at the same time, used to evoke rasa.
Notes 1) A verse number followed the notation of Ogura (2000, 8) .
2) Below is a tentative translation of Rājasthānī at the top of the painting. Manuscript of Gītagovinda 32. vigalita. Sakhī speaks to Rādhā. So how is spring like? For the people whose modesty has disappeared. Look at such their world. The young tree laughed at them. Then how is spring like? The people are separating for a dear one. For them, there is a bud of the ketaka tree which looks like a spearhead. Kṛṣṇa is playing in such spring.
3) See Telang (1923, 26) . 4) See Telang (1923, 26) . 5) See Andhare (1987, 40) . 6) See Andhare (1987, 40) . 7) Image taken by the author at the Ahar museum on Sept. 11. 2016 . 8) See Goswamy (1986 . 9) Karuṇa rasa is often compared with śṛṅgāra rasa of love in separation (vipralamba). According to Goswamy it is thought that even if the works express the śṛṅgāra rasa of love in separation, those works can actually be categorized as depicting the nature of karuṇa rasa (Goswami [1986, 123] ).
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